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BEETHOVEN 
“SPRING” AND “KREUTZER’” SONATAS 
YEHUDI MENUHIN“ 2ano HEPHZIBAH MENUHIN 
Of Beethoven's ten sonatas for violin and piano, the “Spring” and the “Kreutzer” are the 

most popular, though for different reasons. The former has always been a favorite because 

of the grace and charm of its themes; like the Sixth Symphony it 1s in Beethoven’s “pas- 

toral” key of F major, though the title “Spring” was not added by the composer. The 

“Kreutzer” is the most brilliant and difficult of the series, and appeals to both performer 

and listener in the range and breadth of its conception. Both sonatas were written 

between the years 1801 and 1803, the beginning of Beethoven’s “middle period” when, 

having freed himself from a cautious dependence upon the work of his predecessors, he 

addressed himself fully and confidently to the world, in a language at once passionate, 

original and controlled. 

Sonata No. 5 in F major, Op. 24 
(“Spring”) 

Allegro 

Adagio molto espressivo 

Scherzo (Allegro molto) and Trio 

Rondo (Allegro ma non troppo) 

The serene contentment of the opening of the first move- 
ment is of a character that needs no development. Having 
been heard on the violin, the theme is at once repeated on 
the piano— incidentally establishing the independence of 
the latter. Inevitably, if the two instruments are to share 
in the thematic exposition the violin must have a measure 
of purely accompanimental matter. This is not always 
grateful to the nature of the instrument, but in such pas- 
sages sensuous beauty of sound must give way to logic if 
the classical structure is to be maintained: Beethoven 
accepts the fact as a feature of this perhaps not ideal com- 
bination of instruments. The second subject — its arpeggios 
and imitative phrases equally effective on both piano and 
violin—raises no such problems, and the subsequent 
development is content to remain within the same terri- 
tory. In the coda, the beginning of the opening theme is, 
for the first and only time, tossed from one instrument to 

the other by way of peroration. 
The beautiful melody of the slow movement is first 

heard on the piano, its immediate repetition upon the 
violin emphasizing its lyrical character. After a short 
interlude the piano again takes up the theme, decorating 
it with a variety of embellishments as if to challenge the 
violin on its own ground. There is now a turn to the minor 
and a Schubertian modulation, followed by a subdued and 
peaceful coda. 

In the Scherzo Beethoven demonstrates how well he 
could adopt the light, whimsical mood when he wished. 
The whole thing is but a trifle of forty-three bars. Partic- 
ularly amusing is the way in which the violinist, shortly 
after his first entry, appears to lag one beat behind the 
piano. 

The final Rondo, though cheerful in sentiment, is ingen- 
iously worked out and fully restores the proportions of the 

Sonata. Its sunny rondo tune is contrasted with a second 
theme in which minor and major inflections vacillate 
uncertainly; after a return of the first refrain another epi- 
sode with a great show of vigor keeps both instruments 
busily employed until the impetus flags and we prepare 
for a formal return of the rondo melody. From here 
onwards occurs some of the most delightful music in the 
Sonata, for Beethoven modulates freely and unexpectedly 
and finally winds up with a coda based upon new but 
entirely appropriate material. 
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Sonata No. 9 in A major, Op. 47 

Adagio sostenuto—Presto 

Andante con variazioni 1 16 4 

Finale (Presto) 

A clue to the style of this Sonata is contained on the title- 
page of the first edition, in the words scritta in uno stilo 
molto concertante, quasi, come d’un concerto. It is indeed 
a work of large dimensions, demanding playing of a vir- 
tuoso standard. The last movement was originally 
intended for the A major Sonata Op. 30 No. 1 written in 
1802, but Beethoven saw that its brilliance was dispropor- 
tionate to the rest of that work, substituted another 
movement and used the original one to conclude his Op. — 
47. This was first performed in May 1803 by the mulatto 
violinist George Bridgetower; the dedication to Kreuter 
was added later. 

The first movement is unusual in that a slow introduc- 
tion in the major mode precedes the A minor Presto. It is, 
moreover, announced by the violin alone. After a few 
solemn chords the piano enters with a modified version; 
the music modulates and hesitates, building up a feeling 
of suspense, then plunges resolutely into the first subject. 
This barely gets under way when it is pulled up sharply, 
as if unsure of its direction. A fresh start is made, with a 
similar result. For a third time the same gambit —a rising 
semitone—is used, and now the violin takes it as the 
beginning of a long ascending phrase which heralds an 
uninterrupted display of passionate activity until the 
first, chorale-like theme of the second group is heard. At 
its conclusion the piano resumes its activity, giving rise 
to a new and exultant melody which again seems to derive 
its impetus from the rising semitone motive. The develop- 
ment section explores still further the same train of 
thought, and it becomes clear that the whole edifice is 
built up from this apparently trivial juxtaposition of two 
notes. After a full recapitulation the coda begins very 
softly but soon works up—via the rejected opening figure 
—to a climax, subsides and then ends with a final burst 
of energy. 

The simple yet sublime theme of the Andante, in F 
major, is followed by four variations. The first is given 

almost wholly to the piano, with occasional bird-like twit- 
terings from the fiddle. The violinist has a glorious oppor- 
tunity for display in the second variation; in the third 
honors are equally shared. The fourth is loaded with trills 
and florid ornamentation and concludes with a graceful 

coda. 
The Finale is a very gay affair. It starts with a single _ 
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loud chord—the “are you ready?” token of the country 
dance tune—and then whirls away in a tarantella-like 
rhythm which is broken off only to admit a subsidiary © 
theme in four-square meter at one point. A sterner touch 
in the development is soon swept away; it is echoed in the 
coda only to set off more effectively the gaiety of the 
conclusion. 

Notes © 1959 LEONARD Duck‘: 

Yehudi Menuhin is known throughout the world as 
a master violinist, and his accomplishments need no 
further exposition here. 

That his sister, Hephzibah, is ae a brilliant artist is 
not so generally known. She was a child prodigy like 
Yehudi, but was discouraged by her parents from follow- 
ing the exacting career of a concert pianist. Nevertheless, 
she has performed many times in recital with her brother 
—they made their first joint appearance in New York in 
1934—and has been his partner in numerous recordings. 
Hephzibah lives in London with her sociologist 

husband and has no regrets about not having sought a 
concert career, but she delights in performing with 
Yehudi: “If we’re in a good mood we tell each other the 
music as though we’d never heard it before. It’s like when 
spring comes. It’s always the most beautiful spring you've 
ever seen.’ 
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